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ARTISTS VIEWS ON WOMAN' S DRESS. 



VII. 




It is pleasant to find a 
painter in love with his own 
times. Such a one is Mr. 
Elihu Vedder, who affirms 
that this is the true age of 
the portrait painter. ' * Noth- 
ing," he declared in a recent 
talk on the subject, "could 
be more striking than the 
toilet of a well-dressed wo- 
man of to-day. We are 
much mistaken if we think 
the old portrait painters ever 
had anything better. In 
Paul Veronese's time the 
women wore long corsets 
that pushed them up and 
pulled them down. From 
the armpits to the hips there 
was a straight, stiff waist. 
Below this the skirt was 
gathered and stuck out all around in hard folds which fell un- 
changed to the feet. Notwithstanding the form, the gorgeous 
richness of the stuffs made the dress ' paintable ; ' but it wasn't to 
be compared to one of the modern French costumes. As a man, 
I admire them. If I was a man of fashion — and every portrait 
painter ought to be a man of fashion — there is nothing I would like 
better than to walk about with one of these dashing modern toilets 
on my arm." (Here Mr. Vedder got up from his easy chair, laid 
aside his pipe and performed a bit of expressive pantomime, im- 
plying his delight at the mere idea of such a situation.) " But as 
an artist, I am out of all that sort of thing. I have nothing to do 
with it." (Fancy Cassandra and the Libyan sibyl in the puffed 
and shirred skirts that wore worn last summer!) "I am out of 
the whole thing, the age, the time, the day. However, artists do 
paint modern dress. See what Toulmouche, Alfred Stevens, and 
those men have done with it. Of course the Greek dress is the 
best ; but we can't have that. We must take the dress of our own 
time. I am not in sympathy with the aesthetic movement as you 
see it in London drawing-rooms. French ideas suit us best both 
in dress and decoration. We are more in accord with the elabor- 
ateness of the Louis Quatorze period than with Gothic ideas — the 
long, lean, and lank, the clasped- hands and melancholy poses. 

" For centuries we have cut and snipped and spoiled good cloth, 
and will for centuries to come. I don't see but that we do it 
as well now as ever. I will admit, though, that a man's dress is 
hopeless. I never feel well dressed except in fancy-dress — then I 
suit myself — and when I am in swimming. Then I feel like a 
man. Look at this Turkish garment ; it makes a fine bathing 
dress, and in Turkish toweling would be stunning." (The garment 
in question was a plain white tunic, not unlike some of Mr. 
Millet's costumes.) "It is cut in only two places — those for the 
hands to pass through. See what a fine thing it is when I put it 
on. What folds ! a man is dressed in it. Now nothing could be 
better, but it doesn't suit our climate. 

" To dress suitably one must take into the account all the con- 
ditions. Each person should consider first his needs, then his 
individuality. One must study one's self, and then dress as one 
thinks best. That is the way to be picturesque. People always 
fail when they endeavor to be picturesque. The contadini don't 
know why they are ' paintable.' And, by the way, we should 
always want picturesqueness in another country than our own. 
Look at a railway train in this country emptying itself of people. 
They are not picturesque, but the contadini would say, ' where 
are all the poor ?' " 

" In dress you want specially to contrast breadth with small 
lines, and there should always be a spot on which to rest the eye, 
just as in the face we have the cheek. In the draperies of my 
figures, which are, heaven knows 1 in little relation to fashionable 
dress, that is the theory of their construction. This same balanc- 
ing of lines, which makes Greek dress or any loose drapery beau- 
tiful, is just as necessary in tighter draperies. There was a tight 
dress worn by women not long ago, which was excellent. "(Mr. Ved- 
der's knowledge of dress does not seem to include its technicalities, 
but his pantomime evidently referred to the princesse dress, which, 
it seems, commends itself to all artists.) " Anything which sug- 
gests the beauty of the form is commendable. Who knew there 
were so many finely rounded arms until women took to tight 
sleeves ? Even if the arm is thin it still shows character, and that 
gives it value. The same is true of knee-breeches. I admire 
them. If a man has a good leg, how fine they are ! If he hasn't, 
all the same they are attractive, because they discover the form, 
and that shows the man. You have probably noticed since young 
fellows have taken to knickerbockers and Scotch caps how much 
more interesting illustration has become, in Black's novels for ex- 
ample. All this individuality in dress is a great help to the artist, 
but we can't push things. To be well dressed is to be in harmony 
with one's surroundings and with one's self. 

" Take natural grace, for example, which is the most exquisite 
thing in this world. A woman who has this supreme gift can put a 
handkerchief around her neck and knot it on her breast, with a rose 



in the knot, and nothing can be more lovely. But eveiy woman 
can't do this, for natural grace is something which cannot be ac- 
quired. Every woman must study her own style. The trouble is 
that this requires thought. People conform and follow the fash- 
ion, because they are too lazy to think. 

" The general artistic progress of the country— that which has 
given new interest to our homes— is seen in the colors which are 
now used in dress. As an artist I approve of the tints and the 
harmonies which we now see in the shop windows. Nobody can 
object to them. I don't see but that the whole matter is going on 
all right, provided only that women forswear hoops. If they go 
back to crinoline then the case is indeed hopeless." 

Any one who has read attentively the opinions expressed in 
these articles must have observed how closely the different artists 
agree in all essentials. All lay stress on the beauty of the form and 
the desirability of conforming the garment as nearly as possible to it. 
The best exemplifications of this idea are the princesse dress and 
the long polonaise. In both of these we get repose for the eye 
and that balancing of lines in the lower folds of the drapery which 
forms in large measure the beauty of the Greek dress. In these cos- 
tumes is also implied a form of trimming which in all the muta- 
tions of fashion has held its own, although few persons have 
thought worth while to analyze the reasons of its continued and 
unprecedented popularity. This is kilt plaiting (or, in its best 
form, fine knife plaiting), which is seen in its best position edging 
the hems of dress skirts and producing just that contrast of breadth 
and fine lines which Mr. Vedder mentions among the points of 
artistic beauty. Mary Gay Humphreys. 



HINTS ON COLOR IN DRESS. 



In dress the key-tint is supplied by nature in the complexion, 
so that all that is left to ourselves is to preserve the proper bal- 
ance of color. One sometimes hears people say that they cannot 
wear blue or green, as if blue and green were represented by fixed, 
invariable tints, and were not subject to iunumerable modifica- 
tions. They do not consider, first, the infinite number of hues 
which the same color takes from the admixture of others, nor, 
secondly, that the simple primary is but one of an assemblage of 
tones, or shades, composing a scale. 

Take, for instance, yellow, and suppose it to consist of a scale 
of five tones, which would be quite sufficient for the requirements 
of dress. The first would be sulphur-yellow, the second primrose- 
yellow, the third lemon-yellow, the fourth yolk of egg yellow, the 
fifth the yellow of the buttercup. Every color belongs to a scale 
of this kind, and it will easily appear that, although deep blue or 
green may not suit a particular complexion, a lighter tone of the 
same color may be worn by the same person with very great advan- 
tage. Unless it is wished to reduce a disagreeable natural tint by 
the opposition of a powerful contrast, nature's key-tint must be taken 
as the guide, and the corresponding tones selected from the color- 
scales which are considered favorable to the complexion and 
hair. Let us take, for the sake of illustration, three shades from 
among the blondes and from among the brunes of this country, 
and suppose the colors we use to form a scale of five tones, the 
third being the normal, or simple primary or secondary. 

To begin with the blondes. We should find in No. i golden 
hair of a full tint, a rosy complexion, and blue or gray eyes. 

At No. 2 the hair is more brown than golden, and though the 
complexion is still fair, the eyes are dark gray or brown. 

No. 3 borders upon the brune ; the hair is a deep rich brown, 
the eyes dark blue or gray, and the complexion full of color. 

In the brunes, No i we find very dark brown hair (approaching 
to black), hazel eyes, and a brilliant and rosy complexion. 

In No. 2 the hair is black, and the eyes are also very dark ; 
the complexion is pale, and, and in some instances, sallow. 

No. 3 (the brune proper) presents a rich complexion of a 
slight orange-brown tint, with a full red in the lips and cheeks, 
and black hair and eyes. 

Of course there are more varieties both of blondes and brunes 
than those enumerated ; but, as the same principles apply to ex- 
tremes, it is not necessary to exemplify more than these. 

As the blondes all possess fair complexions and more or less 
yellow in their hair, it will be seen that blue and green are their 
most suitable colors ; blue, because it forms a harmony of contrast 
with the hair, and green, because it harmonizes with a rosy com- 
plexion. When the color has been selected in accordance with 
the law of contrast, all that is left is to find the harmonious 
tone. 

Suppose the blue color-scale to consist of the following tones : 

i. Turquoise blue. 2. Sapphire blue. 3. Corn-flower blue. 4. The 
blue of the Delphinium formosum. 5. Indigo blue. 

Blonde No. 1 would find her color in blue No. 1 or turquoise 
blue, No. 2 in sapphire blue, and 3 in the primary, as represented 
by its type, corn-flower blue. The same rule would apply to 
green, but, if violet is worn, a tint two or three shades deeper 
than the complexion should be chosen in order to form a contrast 
of tone, or it should be associated with its complementary, yellow, 
to prevent it from exercising its power of eliciting that color. 

Neither of the tones of the red scale are very favorable to blondes, 
although pink may be worn by very fair and delicate people. 

Green may also be worn with advantage by some few among 
the brunes, as well as scarlet and orange, these three presenting 
agreeable contrasts to the dark hair and eyes peculiar to this type. 

The brune would, however, begin to ascend the scale from the 



tone at which the blonde stopped. Green No. 3 (or the green of 
the lime leaf) would be very suitable to brunette No. 1 and No. 4 
(the color of the emerald) to the second type. No. 3 would find 
scarlet, orange, and poppy-color more favorable than green, as 
the tint of the latter color, which would correspond with her com- 
plexion in depth of tone (the green of the ivy leaf), would be of too 
deep a color to produce a pleasing effect. But when the princi- 
ples contained in the law of contrast of color and contrast of tone 
are fully mastered, a mistake of this kind will be of infrequent 
occurrence. 

BIRD AND INSECT DRESS ADORNMENTS. 



A lady writes to The London Times urging upon all women 
the necessity of setting their faces against the employment of birds 
in costumes and in bonnets. She says : "I see in reports from 
America and Africa that those exquisite creatures the humming- 
birds are rapidly becoming so scarce from the millions that are 
caught and killed that their total extinction is to be dreaded. Yet, 
despite this grievous fact, one continues to see costumes trimmed 
with whole fringes of these fairy-like children of the sun. It is in 
these things that women, especially women of position, can do so 
much if they will only reflect and exert themselves. The rough, 
potting the beautiful storm swallow or the ocean gull, and the 
great lady wearing fringes of humming-birds are at the extremes 
of the social scale ; but they are on one level in coarseness of fibre 
and cruelty of act." 

The Artist, commenting on the practice against which this pro- 
test is made, says truly that it is void of any element of art. Stick- 
ing a bird in the hat is a mere barbarism, calling for no exercise 
of the artistic faculty, and quite within the capacity of a South 
Sea savage. To avoid such a usage ought to be a rule for those 
who would help to reform human dress, as well as for those who 
wish to reform human nature. 

This detestable fashion of wearing the stuffed bodies of birds as 
ornaments for female attire now goes hand in hand with another 
fashion which, less reprehensible on the score of cruelty, is still 
more opposed to the suggestions of refined taste : this is the 
practice of wearing all manner of horribly gaudy and glittering 
beetles, not only in hats and bonnets, but in various parts of the 
dress. A writer in a London journal says : " While in a crowd 
the other day I noticed that a lady immediately in front of me 
wore such an insect stuck upon one of her shoulders. Formerly it 
would have been an act of politeness to have brushed away such a 
beetle-abomination ; but now that ladies have laid the insect world 
under contribution to their vanity, one would run great risk of 
causing deep displeasure by giving expression to so natural an 
impulse. Wasps, hornets, caterpillars and cockroaches will all be 
allowed to nestle soon near the damask cheek of our fashionable 
beauties. Then reptiles and fishes will have their day. The 
stuffed adder will replace the necklace of pearls, and one does not 
need Mother Shipton's prophetic vision to foresee that the fashion- 
able hat of the coming period will have for its chief ornament a 
lobster looking round the brim, or a mackerel sitting on its tail." 

THE PROCESS OF "CRYSTAL TAINTING." 

In answer to many correspondents, we would say that " crystal 
painting," " Grecian painting," and " cameo oil-painting " are the 
different names given by travelling "professors" to a very simple 
method of illuminating photographs, or prints of any kind that 
have no printing on the back and that are not on too thick paper. 
The prints, first made transparent, are so placed between con- 
vex glasses as to give the appearance of porcelain or ivory. Usu- 
ally the process is shrouded in mystery by the " professor " for the 
purpose of extracting a fat fee from the pupil to whom he im- 
parts the secret. There is little art in it, for the limits as to finish 
are very restricted ; but to the uncritical eye the effects produced 
are often very attractive. For decorative purposes the process 
may often be used with gratifying results. The work, as we have 
indicated, is very easy. Indeed, with a little taste for coloring, a 
child with no knowledge of drawing may produce, with the basis 
of a few common photographic prints, a showy-looking lot of 
pictures, which, in the eyes of the uninitiated, will stamp him as a 
very prodigy in art. 

The process is fully described as follows by Mr. W. A. Russ in 
The Floral Cabinet, beginning with the preparation of the mate- 
rials : 

No. 1. The Paste. — Take one sheet of transparent gelatine, to 
be obtained at any apothecary-store at a trifling cost ; half a tea- 
spoonful of nitrate of strontia, also inexpensive ; one teaspoonful 
and a half of corn starch. Mix in six ounces of water ; put it on 
the stove and allow it to just come to a boil. 

No. 2. The Transparent Mixture. — One ounce balsam of fir ; 
one ounce poppy oil ; one half-ounce spirits of turpentine. Mix 
these together in a bottle and keep corked except when using. 

No. 3. The Varnish.— One ounce balsam of fir, one half-ounce 
spirits of turpentine, mixed. 

Now, take the photograph you wish to color, place it in a dish 
of clean boiling water and let it remain until the thin paper on 
which the picture is can be taken off easily. If it does not start 
before the water gets cool, pour it off and put in fresh hot water. 
When the picture has been finally detached from the card, place it 
between two sheets of clean blotting-paper to remove the super- 
fluous moisture. There is no necessity, however, for allowing it 
to become perfectly dry. 
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Next take one of the oval glasses, or if you do not have them, 
jlat glasses will do. Spread the paste (No. i) evenly over the face 
of the picture and paste it to the concave side of the glass. With 
your finger or a soft handkerchief, press out all the wrinkles and 
all the superfluous paste and air-bubbles. Begin at the centre and 
smooth toward the edges. Be sure all the air-bubbles are pressed 
out from between the picture and the glass, for unless they are you 
will not be able to make it transparent. Looking directly at the 
picture, you may not be able to detect them ; but hold it horizon- 
tally on a line with your eye and you will see them more readily. 
Now set the work away and allow it to get perfectly dry, which 
may take fifteen minutes and perhaps two hours ; but at any rate 
don't be in a hurry. 

The next step is to render the picture transparent. For this you 
use preparation No. 2. Drop it around on the back of the picture, 
and then with your finger or some smooth instrument, like a paper- 
knife or spoon-bowl, spread the mixture evenly over the whole 
picture. Now set away again where there is no dust, and leave it 
until it has become transpaFent. This will take from half an hour 
to two days according to the quality of the paper. Thick engrav- 
ing paper will sometimes become translucent in twenty minutes, 
while thin photograph paper may take forty-eight hours or more, 
and occasionally paper is found that will not become entirely 
transparent at all. As long as there are any white spots to be seen 
in the paper the work is not done. When completed the picture 
should be nearly, if not quite as plainly seen on the back as on the 
face. 

After the transparency is made, wipe off the surplus mixture. 
A clean, smooth piece of glove kid is the best for this. Wipe 
smoothly and evenly and not too hard, in order not to leave any 
streaks. 

Next take No. 3 varnish and give the back of the picture one 
smooth coating with the finger. Now if you choose to wait long 
enough, this varnish will dry hard ; but there is no necessity for 
waiting for more than a few hours unless you choose. But you 
may proceed to get ready for the coloring. To do this you must 
first place narrow strips of thin cardboard, not more than a 
quarter of an inch wide, along the back of the picture, close to the 
edges. Then on this place the second glass. The object in using 
cardboard, you will understand, is to keep the glasses a trifle apart. 
After this is done, have ready strips of thin, tough paper, just wide 
enough to cover the edges and lap over perhaps a quarter of an 
inch on each side. Spread some of your paste on the strips and 
fasten your glasses together, and after this has dried, the photo- 
graph is ready for the colors. You must have good artist's brushes 
to do fine work. Be sure that the brush will come to a fine point 
when wet. 

Now, of course, before you begin the work, you have provided 
yourself with an assortment of colors. Hold the picture up to a 
good light, back toward you, and lay on the colors. Paint the 
lips first with a stroke of carmine or vermilion. Be very careful 
in this part of the work, as an unskilful stroke may give the sub- 
ject a wry mouth. Following is a list of the paints to be used on 
the other features : 

The Eyes. — For blue eyes : Chinese blue or ultramarine blue 
with perhaps a small quantity of ivory black. Brown eyes : Van- 
dyck brown. Black eyes : ivory black. Gray eyes : Vandyck' 
brown and silver white, mixed to the right tint. After painting 
the iris, color the rest of the eyes with white, faintly tinged with 
yellow. 

The Complexion. — Mix silver white, yellow ochre and a little 
red, or vermilion, silver white and Naples yellow, in proper pro- 
portions to give the tinge you desire. In children's faces put in a 
little vermilion. For dark complexions shade with Vandyck 
brown. 

The Hair. — Blonde : Chrome yellow and burnt sienna ; or 
Vandyck brown and yellow ochre. Brown : Vandyck brown and 
Naples yellow. Black : ivory black, tinted with silver white and 
ultramarine blue, according to shade wanted. Gray: silver white, 
Naples yellow, ivoiy black, and ultramarine blue. 

Paint very carefully and do not allow the colors to run into one 
another. If you make a false stroke you can remove the paint 
with a rag dipped in turpentine. The brushes may also be cleaned 
with the same. 

For gold jewelry use yellow ochre. For pearls and silver, silver 

white ; for ribbons, flowers and backgrounds, use your own taste. 

After the paint is dry, cut a piece of pasteboard to fit the back 

and fasten it on as the glasses were fastened together. Pictures of 

this kind look best in those oval velvet frames. 

For painting a landscape, a group of houses, you will of course 
proceed in the same manner, varying the colors to suit circum- 
stances. 

To make a transparency for hanging in the window, choose 
your picture, make it transparent, and place the second glass on 
the back according to directions. Then bind the edges with the 
thin paper and afterward paste over this some handsome mate- 
rial ; strips of bookbinders' cloth look very well. When you put 
this on, paste along the sides a piece of narrow ribbon or tape, 
allowing it to project out over the two upper corners in the form 
of two short loops through which a cord can be passed to hang it 
up by. Of course you cannot color a transparency, but you can 
select a colored picture if you choose. 

Some do most of the painting directly on the back of the 
picture itself after it is made transparent, but if bright colors are 
used a softer effect is given by the paints being on the back of the 
second glass. When you are beginning the art, use pieces of 
common window glass and pictures that are of no value, to practice 
upon. If you should desire to color a steel engraving that you 
value, first try the corners to see whether the paper will become 
transparent, and if not you have not spoiled your picture. Other 
forms pf decoration to which this may be applied, you will dis- 
cover yourself as you proceed with the work. 

The following list of paints will do the work described ; a table 
for mixing the tints is also appended : 

The Colors. — English vermilion, Chinese blue, emerald green, 
ivory black, silver white, Vandyck brown, yellow ochre, chrome 
yellow, rose pink. It is better also to have three or four sable 
brushes. 

Table for Mixing Tints. — Buff : white, yellow and red. Chest- 
nut : red, black and yellow. Dove : white, vermilion, blue and 
yellow. Drab : white, yellow, red and black. Fawn : white, 
red and yellow. Peach : white and vermilion. Purple : ver- 
milion and blue. Pink : white and vermilion. Violet : red, blue 
and white. Rose : white and lake. 



FRET-SAW WORK. 
All the tools absolutely necessary for this work are a fret-saw 
frame, some saws, and a fine brad-awl. In selecting your wood 
(walnut is the best), take care that it is of an even thickness and 
free from knots ; for ordinary brackets and carte-de-visite frames 
one eighth of an inch is thick enough ; if thinner wood be used, 
extra care must be taken to see that it has no cracks or imperfec- 
tions. With strong gum fix on your pattern carefully, with the 
grain of the wood running lengthwise ; then let it thoroughly dry: 
when it is quite dry you may begin to work by boring a hole in 
each of the white spaces in the pattern. Practice alone will teach 
you the best place to bore the holes so as to reduce the amount of 
sawing to a minimum. Next, screw the end of the saw to which 
the teeth point into the clutch nearest the handle of your saw- 
frame, and carefully push the saw through one of the holes in your 
piece of wood ; then, pressing the handle of the frame -against 
your chest and the top against the edge of the table, insert the 
loose end of the saw into the top clutch, and screw tight. If the 
saws are not stretched very tight they are liable to break. Now 



place the wood flat on the edge of the table, keeping it steady Im- 
pressing the left hand flat upon it, and with the right hand saw 
carefully round the edge of the black pattern. It is better to 
begin with the inside spaces, and to leave the outside edge till the 
last. After taking out one piece, carefully loosen the top clutch 
and insert the saw in the next hole, screwing up tight as before. 
When the whole pattern is cut out lay it in water with the paper 
side down, and in a short time the paper will detach itself; and if 
this is carefully done, it will be fit to use a second time. Let your 
fret work dry in a press or under some heavy books to prevent 
warping, and when quite dry you can polish it in the following 
manner : With a linen rag lay on a good deal of boiled linseed oil, 
and rub in well ; next, get a silver quarter and wrap it up in linen 
rag, and with this rub on French polish until the wood is suffi- 
ciently bright. A great many woods are suitable for this woik, such 
as old oak, walnut, mahogany, sycamore, ebony, and teak, all of 
which make strong frames or brackets. 
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HERALDIC OUTLINE DRAWINGS. 

Sir : Can you inform me if there are any heraldic (lithograph- 
ed) outlines published in the United States, and if so, where and 
by whom ? Though the interest in heraldry and genealogy is 
: teadily increasing in this country, little or nothing is done to re- 
move the great ignorance that exists on both these subjects, and 
no means is used to encourage native heraldic taste. I noticed 
during the recent heraldic exhibition at Berlin, how much better 
informed the Germans were in these matters, and found that their 
knowledge was increased, and their taste cultivated by the sale of 
outline drawings of shield, lambrequin and crest wreath with 
motto scrolls, which could be purchased at a small price, and be 
colored (and escutcheon filled in) by the purchaser with his or her 
own arms. It struck me that if outlines of the fine, free, bold 
blazons of the Renaissance centuries were lithographed in sets, 
(like the outlines for flowers now in the market) with directions 
for coloring, they would find a large and ready sale in the 
United States. As a herald and a student of its kindred sci- 
ences for twenty-five years, I am shocked at the blunders and 
gross ignorance of the scientific rules of heraldry exhibited by our 
engravers of book plates and paper dies, and would be glad to see 
some means adopted for the education of all who propose to use 
coats armorial. C. J. H., Portsmouth, N. H. 

Answer. — No designs of the kind you speak of are published 
in this country. It is our intention soon, however, to furnish a 
set of heraldic outline drawings such as you mention, together 
with a series of elementary articles on the art of heraldry. 



PERMANENT COLORS. 
Edward F., Boston. — In Muckley's " Handbook for Painters 
and Art Students," lately published in London, the author gives a 
list of stable and fugitive colors, based upon the results of actual 
experience. A prefatory letter from E. J. Poynler, R. A., to 
whom the work was submitted before publication, cordially in- 
dorses the statements of the author. The following list of colors, 
when properly manufactured, are as stable for water-color paint- 
ing as for oil, excepting only flake while, which can be used in 
oil painting only : 



Chinese white. 

Zinc white. 

Flake white (white lead). 

Aureolin. 

Lemon yellow. 

Yellow madder. 

Yellow ochre. 

Transparent gold ochre. 

Raw sienna. 

Burnt sienna. 

The orange cadmiums. 

Orange vermilion. 

Naples yellow. 

Field's orange vermilion. 

Chinese vermilion. 

Vermilion. 

Scarlet vermilion. 

Extract of vermilion. 

Venetian red. 

Light red. 

Red ochre. 

Indian red. 

Madder carmine. , 

Rose madder. 



Pink madder. 

Genuine ultramarine. 

Fictitious ultramarine. 

French ultramarine. 

Cobalt. 

Cerulean. 

Transparent green oxide of 
chromium. 

Opaque green oxide of chro- 
mium. 

Viridian. 

Terre verte. 

Purple madder. 

Gold purple Cassius. 

Rubens madder. 

Vandyck brown. 

Raw umber. 

Burnt umber. 

Brown madder. 

Rubens brown. 

Ultramarine ash. 

Blue black. 

Ivory black. 



Mr. Muckley adds a supplementary list as follows, which 
though permanent, he considers unnecessary to the artist : 
Blanc d'argent, or silver white. Caledonian brown. 



London and Nottingham white. 

Roman ochre. 

Brown ochre. 

Oxford ochre. 

Stone ochre. 

Di palito, or light yellow ochre. 

Cadmium red. 

New blue. 

Blue ochre. 

Scheele's green. 

Cobalt green. 

Olive oxide of chromium. 

Olive. 

Mars violet. 

Cobalt purple. 

Mars brown. 

Mixed citrine. 

Bistre. 

Bone brown. 



Cappah brown. 
Chalons brown. 
Cologne earth. 
Verona brown. 
Uranium brown. 
Manganese brown. 
Mineral gray. 
Mixed gray. 
Neutral gray. 
Lamp black. 
Mixed black. 
Black ochre. 
Bone black. 
Frankfort black. 
Manganese black. 
Mineral black. 
Purple black. 
Spanish black. 
Black lead. 



PAINTING UPON WHITE WOOD. 
Astra, Norwich, Conn. — (1) It is best to buy the white wood 
ready prepared ; for it must be very well planed, and thoroughly 
seasoned to prevent its warping. The wood must be sized before 
you begin to work on it. The size prevents the color from becom- 
ing absorbed into the wood, and therefore not standing out, and 
fixes the colors and prevents them running when varnished. (2) 
Size for water-color painting with gelatine or isinglass dissolved in 
a little warm water. For oil colors use the ordinary glue size sold 
at the paint stores, dissolve it over the fire, strain through muslin, 
and use while hot. Both water colors and oils are used upon 
white wood, but the latter have the richer effect. When using 
water-color transfer the outline of the design to wood to prevent 
any erasures or dirty marks on the white surface, and mix the 
colors with Chinese white as in ordinary flower or fan painting ; 
but do not attempt much shading, as the cleanness of color is one 
of the beauties of the work that is quickly destroyed by overload- 
ing. When finished, fill a camel's hair brush with the gelatine, and 
carefully cover the design with the size, cleaning the brush re- 
peatedly, and not allowing any color to be transferred. Allow 
this to dry thoroughly, then varnish with the best white spirit var- 
nish in a warm room free from draughts. Two coats of varnish 



will be necessary. (3) Oil colors are put upon the wood as in ordi- 
nary oil painting. \Y hen finished, varnish with white spirit varnish 
as already described. 

PAINTING TEA ROSES. 

Sir : Will you be kind enough to tell me how to set a palette 
to paint tea roses in oil colors on a black panel, either painted or 
japanned tin ? I mean the colors and the combinations, both for 
lights and shadows. Thomas C, Phila., Pa. . 

Answer. — First sketch the roses on the panel, then lay on 
shadows made with raw umber and cadmium yellow light, the 
warmest parts to be touched with the merest suggestion of burnt 
sienna, and with rose madder. Half tones are grayish, composed 
of white, a little black, and yellow. High lights, white, and 
lemon yellow, enriched with a touch of cadmium yellow. Foliage, 
rather inclined to gray ; made with zinober green dark, mixed 
with a gray made with black, yellow, and white. Shadows, burnt 
sienna, cooled with blue near lights. Vcining of leaves to be done 
with hair pencil with burnt sienna, if desired. When the painting 
is perfectly dry, retouch the work for the sake of getting a cleaner 
result. 

" TAPESTRY PAINTING" LEGITIMATE ART. 
F. T. S., of Baltimore, takes us to task for recommending 
the practise of tapestry painting, which he says is "an imitation 
and a sham, and therefore to be consistent you ought to condemn 
it." We confess that we were, at first, inclined to take the view 
of our correspondent, and hesitated, to commend the new art. A 
candid consideration of its claims, however, satisfies us that it 
would be unreasonable to condemn an imitation which, as in this 
case, is superior to the thing imitated. Old tapestry has a charm 
in association and, frequently, beauty of tone which make it much 
esteemed as artistic "property," and from this point of view 
" tapestry painting" is doubtless a poor substitute for it. But 
considered artistically the artist's own work on the white woven 
tapestry if it is meritorious, must be better than the imperfect 
mechanical copy of it that can be produced by the weaver with 
his threads. If our correspondent means that painting tapestry in 
imitation of the woven picture is to be condemned, we quite agree 
with him ; but we see no reason why tapestry painting — i. e., 
transparent water-color painting on canvas — should not be practis- 
ed for decorative puiposes and the painted fabric be used freely 
for hangings in our houses, if the work is good. If the painting 
is bad, it is, of course, as objectionable as any other bad painting, 
and as equally unsuited for a permanent place in the home. 



COLOR COMBINATIONS FOR EMBROIDERY. 

PENELorE, Newark, N. J.— Probably the following combinations 
of various colors in materials and wools suited for curtains, por- 
tieres, or furniture cushions will enable you to make the selection 
you desire : 

A bold outline pattern worked in long chain-stitches in varied 
tones of crewels, from deep dull red to the most delicate yellow- 
pink, upon serge or cloth of. a middle tone of the chosen shades 
of red, would look delightfully calm, warm and rich. For a 
greater contrast, use the same dull red crimson ground, with the 
pattern worked in darker and lighter shades of blue, chosen most 
carefully to avoid brightness, but to gain fullness and softness of 
color. If a material in quiet green be selected, it jnay be decorated 
with dull gold color shaded here and therewith deep orange. On 
yellow-green embroider with sage-greens, and delicate pale blue 
and faint pink flowers ; on blue in shades of deep red gradually 
fading to a yellow tint. The combination of proper blues and 
reds has a fine effect, and is suited to large patterns and fine 
rooms. Heavy patterns worked upon holland, cut out and sewn 
on serge and cloth, with an edging of filoselle or twisted silk, make 
decorations suitable for portieres, For lighter curtains, bold but 
delicate outline patterns, simply run closely on soft white or 
yellowish muslin, look lovely ; so do Tussore silk with chain-stitch 
work in salmon-colored pink, and Bolton sheeting or twill with 
green sprays and yellow flowers. Materials with no definite color 
allow of a combination of more numerous tints for embroidery. 
Curtains of Tussore, enriched by a border of two shades of delicate 
yellowish green, and flowers of many tones of yellow alternating 
with flowers of plum-colored purple— a charming lint for a light 
ground— suggest beauty. 



PAINTING IN WATER-COLORS. 
Aquarelle, Chicago.— Even if the space were at our com- 
mand to answer each question you put, it would be impossible to 
give you in writing adequate instruction. The "points" you 
suggest are only to be had by actual experience, although the 
following rules formulated by Mr. Hamerton, founded upon the 
experience of the best water-colorists, will be found invaluable : 

1. Form is always to be sacrificed to color when both cannot be 
got in the time. 

2. If the color is right in paleness or depth, the general result 
will of necessity include sound relations of light and shade, but 
these in their turn are more important, in brush sketching, than 
form. 

3. Truth of detail is always, in a case of necessity, to be sacrificed 
to truth of mass. A blot, in right relations of tone and color to 
the rest of the work, is better than a number of correct details out 
of tune. 

4. Freshness is a greater virtue in a sketch than strict accuracy 
either of form, light and shade, or color. A labored sketch is a 
spoiled sketch. 

5. Inequality of work is not an evil in sketches. They may be 
detailed in one place, and in broad formless masses elsewhere, 
without inconvenience. 

6. All executive defects, which are simply the result of speed, 
and not of ignorance, are perfectly admissible in sketches. No 
intelligent critic requires an artist to put those perfections into 
them which cost much time and labor. 



VELLUM FOR CRAYON DRAWING. 
Portecrayon, New York.— For crayon work, vellum is an 
admirable material. It is firm, and the surface does not become 
coarse by being rubbed. It receives color very agreeably, and re- 
tains it satisfactorily. This substance, with the smooth surface 
which characterizes it, as it is usually purchased, is excellent for 
drawing on. It has what aitists call a " tooth," although apparently 
quite smooth, upon which chalk, or even black-lead pencil works 
with good effect. In its smooth, or unprepared state, it is not 
fitted for crayon, although it may be tinted with chalk, and upon 
it may be drawn the most delicate lines and hatchings. (2) In 
the selection of the vellum, some care must be exercised, in order 
to procure a skin entirely free from blemish, and as uniform in 
substance throughout as possible. When prepared for use, the gen- 
eral texture and surface will be so susceptible, that it will at once 
show any defect. Vellum is frequently of unequal thickness ; if 
any thin parts occur toward the centre, it would be well to avoid 
placing on such a part any very prominent feature of the picture ; 
it were better, if possible, to model the face so as to avoid this 
part of the skin. (3) In order to prepare a surface for the crayon, 
the skin must be fixed by a few nails to a perfectly smooth board 
or table. The reason why the board or table should be perfectly 
smooth is, that any inequality of surface must tell upon the sur- 
face of the skin. Any indentation will cause the vellum to be 
stretched, or left imperfectly rubbed up in that part ;' any even 
minute, elevation rising above the general plane of the board may 
cause it to be cut through. ' J 



